The aim of this paper is to analyze the complex relation between autobiography and fiction in the work of the Hungarian psychiatrist, writer and music critic Géza Csáth (the pen name of József Brenner ), in particular his 1912-1913 diary, usually called the morfinista napló [diary of a morphine addict], by comparing its Polish and French translations as a means of highlighting alternative interpretations of the diary itself. Because the choices that were made when translating such fragmented texts already imply more or less developed interpretations of them, variations between them can be examined side by side in order to reveal sometimes widely diverging understandings of the diaries' meaning, purpose and general structure. The decision-making that led to the translators' choices is not only examined here case by case, but also in the context of an assumed overarching reading of these diaries, accounting for a sense of consistency in their differentiation patterns. Scrutinizing these choices allows for the discussion of relevant internal contradictions within the text itself, which in turn accounts for its richness and poetic value; they invite us to immerse ourselves into a world of tangled streams of thoughts where life and work crisscross, into a narrative that is neither a proper diary nor a novel. Beyond attempting to assess the degrees of validity of the given translations, this paper focuses mainly on showcasing them as alternative yet equally relevant interpretative stepping stones into Csáth's monstrously complex and tormented literary world.
The aim of this paper is to analyze the complex relation between autobiography and fiction in the work of the Hungarian psychiatrist, writer and music critic Géza Csáth (the pen name of József Brenner ), in particular his 1912-1913 diary, usually called the morfinista napló [diary of a morphine addict], by comparing its Polish and French translations as a means of highlighting alternative interpretations of the diary itself. The choices made when translating such a fragmented text a priori already constitute an interpretation of them. In the case of diaries, and of this diary in particular, comparing different translations can be an excellent way of showing equally plausible divergences of interpretation of the diaries' meaning, assumed "purpose" and general structure.
The perspective of my study reveals how life and work crisscross in a narrative that is neither a proper diary nor, in essence, a novel, neither an autobiography nor a fiction, nonetheless obsessed with both forms, intertwining them and constantly wavering between existential extremes, while, at the same time, raising for the reader the issue of genre in every sense of the word. Scrutinizing translators' choices is thus a particularly engaging way to underscore not only potential contradictions in terms of translation techniques and subjective readings but also the internal contradictions within the text itself, which account for its richness and poetic value. Evaluating the validity of these translations is not the center of focus here, but rather attempting to present them as alternative yet equally relevant interpretative stepping stones into Csáth's very complex and tormented literary world.
Géza Csáth was a Hungarian psychiatrist, writer and music critic, and cousin of famous writer Dezső Kosztolányi. Born in Szabadka-Subotica in Austro-Hungarian Vojvodina, today a part of the Republic of Serbia, he began writing his diary at the age of ten and published his first texts at the age of sixteen. In 1904, he came to Budapest to study music, but after the refusal of his candidature by the Academy, he chose medicine and became a psychiatrist.
Csáth was one of the first in Hungary to eagerly follow the discoveries of Sigmund Freud and those of Carl Gustav Jung. He wrote a book strongly inspired by Jung's doctoral thesis, Az elmebetegségek pszichikus mechanizmusáról [On the Psychic Mechanisms of the Mentally Ill], better known under the title Egy elmebeteg nő naplója [The Diary of a Madwoman], and a few other medical articles. His best known works are five volumes of short stories published from 1908 to 1913, collected today by Csáth scholar Mihály Szajbély under the title Mesék, amelyek rosszul végződnek [The Stories without a Happy Ending]. He also wrote a few plays, and numerous musical reviews and essays. In 1910, Csáth became addicted to morphine, a condition that afflicted him for the rest of his life and could have contributed to the murder of his wife and his suicide in 1919. Later in the century, many Hungarian authors such as Péter Esterházy, Miklós Mészöly and Ottó Tolnai dedicated extensive writings to his life and work.
In order to grasp the character of the 1912-1913 diary, one has to begin by returning to Csáth's arrival to Budapest in 1904 as commented by him in a sketch for a novel entitled Az új nemzedék [The New Generations] . It was a variation of an idea that he dreamt of since the age of 16 (Csáth 2007a: 48) Csáth 1919a) . Even if it is in a very naïve way, the beginning of Csáth's diary already shows his relation to the text and the rules that are to shape all of his future diaristic writings, a practice that can be described as a self-reflexive yet identity-halting narrative. Shifting from meditative introspection to medical observation, his diary can be seen as a particularly sharp and truthful mirror which allows him to become more conscious of his own existence and evaluate his well-being, to "see himself (through) writing." At same time, Csáth's deliriums, his plays on words and on literary conventions, along with the seemingly out-of-control outgrowth of his writings in terms of form and content all actually converge into attaining the opposite effect: an oniric, if not intoxicating, state of self-forgetfulness, a playful interlude in his life when, one might say, "he is nothing (but text)." Repeating self-referential comments, Csáth negotiates his relation with the text; from the first one quoted here to notes that open the 1912-1913 diary. Furthermore, as he repeats similar notes, he observes as continuity is being established in his diary notebooks. In some sense, they become a chronicle of teenage life in separate sections such as weather, health, writing, family life, and so on. Thus, a few months later, Csáth feels that he is supposed to explain himself to his diary (i.e. to himself): "(On 29 th March 1898 I am writing this diary that deals with my illness because my illness didn't allow me to […] )" [(ezt a naplót, amély betegségemről szól, 1898 Március 29en írom mert a betegségem nem engedte ezt (…)] (Csáth 2005: 42) . In other words, he becomes progressively aware of the role diary practice plays in his everyday existence.
As he established continuity in his writing by constant repetition of everyday details, Csáth understood that he had established an individual model of writing his life, in some sense an unwritten contract with his notebooks. He gained self-assurance and permitted himself to open his notes on more difficult issues, such as his relationship with his stepmother and, later on, with his mother, Etelka Decsy, who had died when he was eight: "Today's the day when three years ago our Mother died. I was outside with my daddy, at the cemetery, now I am reading one of the Mór Jókai's novels, Greek Notebook [sic] (Csáth 2005: 36) . Almost every anniversary of his mother's death is celebrated in the diary, and even her signature is pasted at the end of one of the diary notebooks (Csáth 1919a, 3 III f° 131r; e.g. anniversaries: Csáth 2006: 8; Csáth 2007a: 36; Csáth 2007b: 33) . The parallel referring in the same phrase to his mother's death and Jókai's Görög tűz might be seen as a first symbolic crisscrossing of Csáth's biographical intimacy with his literary fascinations. Later on, he not only comments on weather and daily menus, school successes and failures, but also on his sexual life, from his nocturnal emissions to his visits to Budapest brothels. He writes without any selfcensorship and with such intensity that it would seem that he is re-living these events and that there was no difference between his writing and his experience. This unity between the real and the symbolic, text and experience, can be depicted as a multiform, if not monstrous, text-body, a concept particularly relevant in the light of Csáth's emphasis on psychosomatic considerations in his diary.
Today, observing the development of his writings from the beginning to 1903-1904, followed by its sudden decrease at the moment when he arrives in Budapest, the precise moment when he starts using a literary pseudonym shows how the progressive deterioration of his writings in terms of structure and quantity becomes a premonition to his later crises, including his morphine addiction (Kosztolányi noted in the obituary that he wrote for Csáth that "morphine is never a reason, always a consequence" [A morfinizmus mindig okozat és nem ok]). In other words, the diary might be a sign that Csáth's life had begun to fracture very early, probably as early as the loss of his mother. When he came to the Hungarian capital, he seems to have led a somewhat balanced lifestyle for a while, he began to publish his first stories with success, discovered Freud, brilliantly studied at the medical university, visited brothels on Bástya Street-and interrupted his diary. The fracture in notation after 1904 is a trace of initial unity between himself and his writings built through years and then, after his arrival to Budapest, suddenly lost. Csáth's eagerness in writing, growing in many different directions (musical critics, short stories, essays, plays, scientific studies) can be seen in the light of his lifelong search for an existential narration-in the sense of a writing form that would be him-in continuity with his earlier diaristic practice. Here also begins his dream of an autobiographical novel, a novel that he never wrote.
The fracture in Csáth's diary practice might be seen as parallel to the fracture of his life that occurred when he first came to Budapest. His more or less normal life was dramatically altered, and this may have made him more eager to write in order to find some relief by confiding to his diary as he did in the past.
The 1912-1913 diary can be seen as one of the results of Csáth's search for a form of narration that could replace his earlier diary writing, for it shows how Csáth's life and work intertwine in a puzzling manner. A terrible and depressing thought: I no longer have any inclination to write. Since I began to work penetratingly with analysis and to examine my unconscious spiritual life in all its facets, I have no more need to write. Yet analysis only brings suffering, bitter recognition, and disappointment, while writing brings joy and sustenance. But still I can't! I write with difficulty, anxiously. The thought is killed in the bud by criticism. And I can't put my innermost, unsettled affairs onto paper. I am inhibited by the feeling that others can read between the lines as clearly as I-the psychoanalyst-can read into the writing of other authors. Nevertheless, with iron will, I force myself to write. I must write. Even if writing will never be my life's work again, at least it should be fun. I must play, even if I can't enjoy myself, because it's the only chance I have of ever making a lot of money. (Csáth 1989: 5) .
Even if the personal tone of the opening might seem credible, it is also very surprising that the diary begins with such an unusual and provocative overture, announcing the character of the following notes and setting up the tone for a constant oscillation between the autobiographical and the fictional. Reading Csáth's diary, one can easily forget that it is a fictional work, dealing not only with medicine and drugs, but also with Casanova or Wagner (that the doctor-author plays naked on the piano after intercourse). This fictional aspect of his diary becomes clear as early as in the first part:
The chambermaid! This is a new chapter. Short but poignant. She was 36-year old, bignosed nymphomaniac, procuress for the chambermaids, with huge buttocks, slightly sagging but beautiful breasts, masterfully formed on the whole, with velvet-smooth pink skin. Her brutal healthiness and terrible sensuality captured my attention, calling to mind a Bacchante. On one occasion I saw her in the baths. The wet bathing suit clung to her skin and revealed splendid curves. (Csáth 1989: 33) . The many stories of this type reveal the (real or accomplished) sexual fantasies of the author, a "would-be" Casanova, as Arthur Philips puts it (Csáth 2000: 5) . This "would-be" character within the autobiographical narrative seems far more likely to be fictional, in particular if we consider the extremely masculine character of Csáth's discourse when exposing the male (sexual) potential. In Csáth's diary, women exist only as objects of desire, soon replaced by others, and described only externally. They are only bodies, not persons, they are projections necessary to his chauvinist vision of masculine power rather than characters of his narrative (see Gergely Angyalosi's and Zoltán Németh's analyses). Yet, Csáth's twofold desire for sexual accomplishment and career soon merges with morphine addiction. Without any transition, the second part of his diary moves on to more typical diaristic notes consecrated to the fight against his drug addiction:
12 Hence, no wonder that Csáth's "morphinomania diary"-replete with descriptions, ranging from sexual ecstasies to drug-addict depression, surrounded by the aura of the author's biography made of brilliant beginnings followed by tragic events including murder and suiciderapidly became a sensation, discussed by writers, researchers and critics (e.g. Éva Hózsa, Zoltán Farkas or László F. Földenyi). In the late 1980s, Csáth's legend was already rich, founded on short stories dealing both with the dark side of human existence in contrast to recollections of happy childhood memories, as well as a psychoanalytic study from 1911, (Csáth 1978) . Because of the diary's particularly explicit themes, or perhaps because the original text had mysteriously disappeared (the text was published from a typescript version) -the 1912-1913 diary only strengthened the author's reputation as one of the finest examples of the Hungarian fin-de-siècle tormented soul, the cursed poet, an incarnation of both the Marquis de Sade and Casanova (see Keresztúrszky 1997) .
In some sense, Csáth's legend developed according to the rhythm of their translation/publication after his death: his short stories or musical critics were known and republished since 1950, later the reedited psychiatric studies increased interest in Csáth, that finally led to publishing his diary parts; it is only today that their complete edition is being prepared. Based on The Diary of a Madwoman and morfinista napló, Jánosz Szasz' film Ópium. Chmurski Journal 1912 -1913 [Addictions: Diary 1912 -1913 . Besides the title, the reader's expectations are further directed by several other very explicit indications, such as the book's cover image by Jean-Michel Perrin where a doctor is listening to his own chest while having an intercourse with one of his patients, and, by the blurb on the back cover, which, in the first words, advertises Csáth as follows:
Erotoman, Graphomaniac, Morphine addict. Each of those attributes defines at one moment or another Géza Csáth's character, the man with multiple addictions. (…) In his diary finally translated into French, we discover the hidden face of this brilliant writer so peculiarly passionate about torturing himself.
[ 2011). His Csáth volume is a complete edition of all the three parts of morfinista napló, accompanied by a long preface by the translator (5-37) and an afterword written by Jean-Philippe Dubois, a contemporary French psychoanalyst. The small volume was published by L'Arbre vengeur, an editing house that specializes in forgotten as well as "exotic" writers from all over the world. Three years earlier, the same company published a selection of Csáth's short stories, Le Jardin du Mage [A Magician's Garden], also illustrated by Perrin (Csáth 2006) . Loisel considers Csáth's diary as-to quote once again the book cover -" an exceptional literary work born on the fringe of babbling psychoanalysis" [une oeuvre littéraire exceptionnelle née en marge de la psychanalyse balbutiante]. Yet, he suggests that we are dealing with an autonomous literary work, speaking in his foreword of the diary's "remarkable homogeneity" [homogénéité remarquable], due to "a spiral writing" [une écriture en spirale] (20-25).
Considering the text as almost a particular variation of Imre Madách's The Tragedy of Man, the translator is convinced that, in 1912, Csáth already felt his own approaching death to such extent that his "diffuse despair" [désespoir diffus] might explain the diary's "testamentary character" [caractère testamentaire] (31). Hence, it might seem that Loisel sketches a common plot between Csáth's life and work as if it were some kind of Shakespearian tragedy, in which the 1912-1913 diary or events like his marriage are supposed to be an overture, while the author's personal crisis and war diaries become a logical development before Csáth's final act of suicide in 1919. Thus, the translator indirectly transposes his interpretation on the text, adding not only the new title as well as a complex paratext but also organizing the diary as if it consisted in three acts, "1912 ," "1913 " and "Three annexes" [Année 1912 Année 1913; Trois annexes] , when, in the original, there is no clear distinction between the parts. By this reorganization, Loisel seems to suggest not only a chronological development, but also a causal development that led to Csáth's tragic finale.
In the contents of the volume, he treats the Notes on the Summer 1912 and the following diary notes as if they were equivalent chapters ("September 1912", "October 1912" and so forth [Septembre 1912; Octobre 1912] , 117, 148). However, there is no direct proof that the "three annexes" were written later than the diary itself. Csáth did leave to Kosztolányi a very poignant note before his death: "young people have to learn from my novel, doctors, too, but most of all, men! Future husbands! Write a 500-pages novel and publish it…" [Tanuljon regényemből az ifjúság, az orvosok, de főleg a férfiak! A házasulandók. Írd meg egy 500 oldalas regénynek és add ki...] (Balogh 2004 (Balogh : 1404 but to interpret this statement as Csáth's literal "last will and testament" is highly questionable.
J.-P. Dubois' afterword to Loisel's translation begins by comparing Csáth with other authors inspired by Freud (258), even if, in his eyes, doctor Brenner was never a true pupil of Freud because he had "too much lucidity as far as his psychic troubles and fragilities are concerned" [une trop grande lucidité à propos de l'ampleur de ses difficultés et fragilités psychiques] (259), therefore, he developed-as Dubois states-a form of "paranoiac destructiveness" [destructivité paranoïaque] against himself, to which the diary is supposed to be a "cruel testimony" [un témoignage cruel] (260) written from the position of an "observer/observed" [observateur/observé] (267). Observing himself, the Hungarian author through his diary as another psychoanalytic case, Dubois reads the text almost literally, mostly disregarding its fictional dimension, he considers e. g. that "Csáth soon takes on his patients" [Csáth s'attaque bientôt à ses patients] (263). Loisel, and especially Dubois, seem to forget that Csáth was not only an obsessively self-documenting morphine and sex addict, but also a creative author trying to liberate and express himself through writing. In fact, the way he projects himself through his notes resembles what Jean-Marie Schaeffer calls "fictional immersion" [l'immersion fictionnelle]. Even if it is plausible that Csáth is telling mostly the truth, the diary alone cannot be a sufficient proof. Embracing the fictional and creative aspects of his writings helps us see Csáth not only as a subject but also as creative hero/narrator of the events depicted in his diary.
In contrast to Loisel's French translation, the Polish edition of two long fragments of Csáth's 1912 Csáth's -1913 diary by Anna Górecka seems less directive in terms of interpretation. Górecka, a translator known for her editions of such different authors as Sándor Weöres, Attila Bartis, Frigyes Karinthy and Imre Kertész published the work in the 2-3/2001 issue of the review Literatura na świecie [World Literature], in a number which also contains seven of Csáth's short stories; another fragment of Csáth's diary from 1915 and a short presentation of the writer himself by Elżbieta Cygielska (Csáth 2001) . Unfortunately, there are no notes from Csáth's 1913 diary and his previously-quoted diary beginning was also omitted, along with the three last additions to the text addressed to Kosztolányi. Thus, the reader does not know the end of Csáth's story until he reads Cygielska's article, a useful biography, enriched with quotations from and on Csáth and suggested parallels between him and his contemporary writers, Artur Schnitzler and Georg Trakl. All in all, compared to the French translation this partial Polish edition is comparatively more reserved and allows the reader to build his own opinion on the diarist-author Csáth. Yet, one may wonder why Górecka, who translated only part of the 1912-1913 diary, specifically chose to include a portion of Csáth's 1915 notes dealing mainly with the author's struggle with addiction in this edition. Could it be that the inclusion of these texts was meant to reinforce the importance of the writer's fight with morphine and psychoanalytic self-analysis, and a way to present these aspects of his work as leading threads to the diary as a whole? The 1915 part of the Polish translation was taken from Csáth's war diaries, more and more focused on his fight with morphine. An essay by Mihály Szajbély that closes their Hungarian edition might have indirectly hinted at not only the choice by the Polish translator to include the 1915 diary, but also the idea that Csáth's texts may be perceived as a (psychoanalytical) endeavor. Szajbély discusses that, to doctor Brenner, Freud was of equal importance as Copernic or Darwin, and that it was for this reason that Csáth decided to posthumously pass his brain to Doctor Gyula Schuster for a histological analysis. His diary could thus be seen as an intellectual examination of his mind through writing similar to the medical dissection to which he destined his brain to be submitted. In Csáth's notes:
Light and shade metaphors are not only counterpoints; from a psychological point of view they authenticate one another. It is in the light of the idyll that the present seems to be so desperately dark, and it is because of this darkness that the idyll is so desired. The vibrating tension between those two poles is perhaps the main reason (...) why we can appreciate the diary not only as a biographical document, but also as a literary work (...).
[
A napfény és a sötétség képei nem csupán ellenpontozzák, hanem lélektanilag hitelesítik egymást. A jelen az idill perspektívájából tűnik reménytelenül sötétnek, az idill a jelen sötétjéből olyannira kívántosnak. A közöttük vibráló feszültség pedig egy-egy részlet különös megmunkáltságán túl talán a legfontosabb oka annak, hogy a napló szövege nem csupán életrajzi dokumentumként élvezhető, hanem sajátosan ágasbogas, szabálytalan szépirodalmi alkotásként is]
. (Szajbély 1997: 316) . As the following excerpt will illustrate, the fictional and autobiographical dimensions of Csáth's texts seem to be represented in different ways in the Polish and French editions, not only in terms of structure but also in the translations themselves (the following excerpt is Reich's English version, the Hungarian, Górecka's translation, Loisel's translation):
During this time, we slept poorly. Especially on days without P, sexual desire troubled me too. Recent trysts would replay themselves in my imagination with almost painful accuracy. I saw Olga as she walked to and fro my room, in a shirt, as she bent at the waist, and the flesh of her little legs glowed through the thin black stockings. That's how I came, not long afterwards, faute de mieux, to seduce the hotel chambermaid, named Terez or something of the sort. I banged her a few times with a condom, because she had quite a tight vagina. Her virginity had been taken two years before by the spa's Dr Mahler. This 21-year-old girl with her thin, pale body was not an appetizing morsel, but as soon as her vapid blue eyes grew inflamed by lust, as soon as her face blushed and she started to make violent counter-thrusts, there was something interesting in that. Dezső tried communing with her as well, but the boy's penis drooped, and he called off the attack in vexation. (22) (23) [ Already in this fragment, which is where the Polish translation begins, important problems arise. First, how to deal with the change in narrative's voice between the first person plural and singular grammatical persons? We know from the full Hungarian text that aludtunk [we slept] concerns Csáth and his brother Dezső (Jász), and in this part Olga is present only "in imagination." Górecka chooses to change the first verb to the first-person singular in the frequentative form sypiałem [I used to sleep] and not spałem [I slept]; Loisel stays in plural and renders the same nuance using the imperfect tense. Both translators look for equivalent grammatical forms in their own language, a task that is easier in Polish, e.g. when it comes to verbal prefixes át|csillan [glow through] can be easily translated as prze|świtują. Secondly, Csáth's language notably includes the use of rather obscure terminology (medical, musical, literary, etc.) , and that of foreign languages such as French or, more rarely, German, whereby he maximizes the contrasts in his narration, especially where sexual themes are present. In fact, when Csáth was writing words and expressions as e.g. múlt idők pásztorórái [recent trysts], condommal [with a condom], anatomical terms such as a penis [penis] or French expression faute de mieux, the tension between foreign languages and the Hungarian was much stronger than today. Thus, the difficult task of the translators is to try to render it nowadays, when their controversial nature is no longer what it used to be in the Hungarian, Polish and French societies at the time. Again, those disparities are easier to understand in Polish, where foreign and Slavic terms still function alongside one another and substantives such as penis or idylla exactly equal Hungarian terms. Yet, when it comes to the French expression, Górecka decides to correct his "feau de mieux", whereas Loisel leaves the original and adds a footnote.
In fact, even if he does not have the same liberty and sometimes needs to compensate these language limitations by using different levels, the general tendency of Loisel's version is rather to provide a reader-friendly translation. He chooses to make explicit expressions such as condommal [with a condom] or "P-mentes napokon" [on days without P]: "après avoir enfilé un préservatif" [having put on a condom], "les jours où moi je ne prenais pas de P" [on days I did not take any P], instead of leaving the reader that aim to guess e.g. what might be "les jours sans P" [the days without P]. The problem of how to translate enigmatic or taboo words is far more important than it might seem, for Csáth shortens his daily notations as far as sex, morphine or money are concerned; he even develops a particular form of abbreviated notation in "psychosomatic tables" enumerating morphine consumption, weight, sexual intercourses, afternoon catnaps or lectures. At the same time, as Attila Sebestyén states, Csáth even formulated in his essays a theoretical basis for a psycho-somatic observation.
A few psychosomatic tables developed by Csáth have been preserved in the Budapest Petőfi Irodalmi Múzeum Csáth Archive (Csáth 1919a-b) , twelve more in the Széchényi National Library (Csáth 1905 , 1907 , see Chmurski 2013a . The originals testify to the fact that such expressions as "days without P" are etiquettes through which Csáth organizes his subjective time perception. He used a system of abbreviation, which included, for example, signs or letters specific for intercourses, masturbation, defecation or his state of mind during different parts of the day; elements that might be called parts of his addiction discourse. In diaries-and in the case of this diary in particular-this peculiar discourse should be conserved, even for the price of (relative) loss in readability. Similar cases are abbreviations, dates or enumerations such as "szanat. orvos" [spa's Dr]. Here, both Górecka and Loisel choose to explain the shortened forms [Polish "sanatoryjny lekarz", French "le médecin du sanatorium"], write numbers in full words, standardize the dates' format. Thus, they diminish the author's hesitations (and the diary's rough character):
[date lacking] A wonderful, unforgettably beautiful day. In the morning I stayed away from the poison. Life gave me a regal reward. In the afternoon, with Olga, from 3:00 -4:45 ++++… ecstasy that can be called miraculous. Afterwards .024 P. Of that, unfortunately .006 was M. Sublime euphoria. Afterwards home to Olga's place. We ate raw Westphalia ham, Romadour cheese, green peppers, grapes and pears. Than we drank malt beer and Marsala wine. Both of us got drunk and more sympathetic than ever before. She showed the spirit of a girl-child -I was truly awash with joy and fulfillment. She seemed noble and angelic. We said our goodbyes still drunk, luxuriating in love. (105) (106) corrected and adapted; Górecka corrects also time notation and develops the shortened form of Olga's name. One can observe how, in the final part of this entry, short, yet eloquent phrases, constitute together the description of the couple's meal, a mark of Csáth's style that reveals itself both in his diary and in his short stories. In earlier entries, Csáth often uses similar lists of the day's menus (e.g. Csáth 2005: 12, 17, 38 etc.) , along with lists of guests, school grades, weather conditions; later on, he adds lists of texts that he was working on, texts that he had already published, theater plays or concerts he attended to, trips that he made, books he had read or intended to read, as well as the amount of money he spent, lists of his patients, sexual positions, his own faults and his wife's mistakes-a flow of discourse that seems to culminate in the tables that end his whole diary. The narrowing down of this torrent of information to the halting phrases in the above passage seems to correspond with his life's fastening rhythm. All in all, Górecka and Loisel offer two distinct translation strategies that could be summed up as exposing-the-incomplete and completing-the-incomplete Csáth's diary. And curiously, it seems that both of them are valid on their own terms; as we have seen, the diary begins as if it were a proper, provocative literary text, yet it ends in distinctive shortening of diary notations, focusing almost exclusively on sex and morphine addictions, that seem to have taken control of the author. At the same time, each translation reveals different traditions in approaching foreign literature, which could be called, "domesticating" and "foreignizing" strategies, i.e. the first understood "not as a representation of another work of literature, but as a representation of the content of another work of literature," implying an "implicit denial of the possibility of differing versions of 'content'" and the latter as "insistence on the role of translation as a means of enriching the target language through the introduction of new expressions, forms and ideas" (Cooper 6, 11) .
Both domesticating and foreignizing translation methodologies have their own merits. In conformity with a supposed "French tradition", Loisel translation could be called domesticating, i.e. one that seems to give a more "literary" version of Csáth's diary. Domestication is an endeavor which does relate with his aspirations and with the initial idea of Notes on the Summer of 1912, a text the author probably wanted to be a text based on his life, yet modified in order to become a provocative literary fiction. Foreignizing translation model could be the one Górecka proposes, following Central-European traductological practices, for she insists on the author's stumbling diction, exposing the text's incongruity. The foreignizing model has the advantage of doing justice to Csáth's diaristic "entropy" and justly presents the 1912-1913 Diary as a fragmented, unfinished attempt. These two dimensions are actually complementary, crucial to the diary's understanding and the tension which Csáth continuously nourished since he started writing at the age of ten and continued writing, up to shortly before his death in 1919, with the last conserved entry dated July 15, 1919.
Because the two translators' strategies can be understood not as strictly opposing but complementary readings of the diaries, they can be used to highlight the richness of Csáth's diary, still open today to speculation in regard to its aims, truthfulness and literary value. Zoltán Z. Varga (2011: 12) stated that, opposing the morphine-addict diary and the memoir that Csáth began writing at the same time, he tried to find a new genre based on an "form of associative narration" [egyfajta asszociatív történetmondás]. In both forms, the diary and the memoir, Csáth searched to find a new model of writing that could encompass his life split in two, both through the more coherent narrative of the memoir and through the parallel diaristic enumeration of events that could be understood as a kind of existential graph. Yet, the attempt to formulate an innovative narration on himself -and for himself -could already be observed in much earlier in
